






The Aporias of Kitsch
Abstract
The text is based on the standpoint that the indeterminateness of the term of kitsch under­
stood as pseudo­art feeds upon the indeterminateness of art as its correlate term. However, 
as the author perceives, that does not reduce the theoretical efforts aimed at establishing, 
on this slippery and unsafe “field”, some firmer demarcation lines, some more reliable 
discrimen	rerum between those categories, which are, at least on the phenomenal plane, 
very close to each other. This paper attempts to do that by viewing kitsch from the angle of 
the aesthetics of reception, then from the angle of the sociology of art and, finally, from the 
axiological point of view.
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Kitsch from the angle of the aesthetics of reception


















































can	 clients	 instead	of	 the	 original.	Others	 believe	 that	 the	word	 is	 derived	
from	the	German	verb	kitschen,	which	was	used	in	everyday	life	and	which	
meant	to make something hastily, to pick up mud from the street or to make 
new furniture look like antique one.	The	verb	etvas verkitschen,	which	as	well	
is	related	to	the	term	kitsch,	means	to do something sloppily, to sell something 
off,	 to sell something under its value or	 to intentionally sell something else 
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date	 it	back	to	the	19th	century,	 to	 the	time	of	 the	so-called	“belle	epoque”	
(between	1889	and	1914).	According	to	Poggioli,	it	is	only	from	that	time	on,	
from	the	period	of	the	emergence	of	avant-garde	art	as	a	culmination	point	






























































A	work	 of	 art	 that	 strove	 for	 the	 artistic	 status	 took	 on	 the	 character	 of	 a	
product,	i.e.	an	object	of	mass,	industrial	production,	and,	as	such,	it	neces-
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dominates	 the	 modern	 economy	 and	 mo-








of	 people	 to	 absorb	 them	 readily,	 meet	 no	
resistance	in	 the	realm	of	culture	 itself.”	Cf. 
Daniel	Bell,	Cultural Contradiction of Capi­
talism,	Heinemann,	London	1976,	p.	20.
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increasingly	 automatized	production	 process,	 the	 time	 spent	 on	 productive	
work	became	insignificantly	short	as	compared	with	the	infinity	of	 leisure,	
the	 time	 of	 consumption	 in	which	 a	 depersonalized	 individual	member	 of	
civil	 society	 recognized	 a	possibility	 for	 the	 realization	 and	 satisfaction	of	





























continual	 renewal	of	 the	production	cycle.	Therefore	Moles	concludes	 that	




Packard),	whose	 task,	 in	 the	 individual	psychological	 field,	 is	 to	make	one	
conclude	that	they	need	“just	that”	and	thus	provide	a	rationalisation	of	the	
global	consumer	tendency	(“I	need	each	of	those	things.”).	That	fact	compels	
the	consumer	of	such	goods	 to	allow,	 in	 their	home,	 the	objects	of	various	
ages,	which	belong	to	different	generations	of	forms,	to	co-exist.	For	the	mod-
ern	interior,	by	the	way,	one	could	say	that	it	represents	a	privileged	position	
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of cumulation of sensory qualities	(a	music	clock	on	the	wall,	a	scented	book),	
which	implies	the	third	principle	–	the principle of synesthetic perception (the	
























morning	till	eight	o’clock	in	 the	evening	cannot	 listen	to	Parsifal	after	 that	





which	what	 is	ugly	becomes	beautiful,	what	 is	empty	becomes	full,	what	 is	odious	becomes	
great.	And	what	is	horrible	becomes	fascinating.”25
That	psychological	need	of	modern	man	for	an	artistic	perversion	of	everyday	



























Almost	all	 the	 theoreticians	of	 this	phenomenon	point	 to	 this	escapist	and,	
ultimately,	the	psychotherapeutic	dimension	of	kitsch.	This	is	the	dimension	
which	makes	kitsch	a	precious	ally	of	all	 the	 totalitarian	political	 regimes,	
which	see	in	it	a	powerful	means	of	maintaining	the	status quo.
The phenomenon of kitsch from the axiological perspective
The	 expansion	 of	 kitsch	 in	modern,	 industrial	 society	 is	 by	 no	means	 ac-
cidental.	Kitsch,	 as	Hermann	Broch	claims,	 is	 a	 sensory	 reflexion	of	 time,	
an	 aesthetic	 reflex	 of	 its	 ethical	 constitution.	And	modern	 times,	 speaking	
in	Heideggerian	style,	are	the	times	of	escaped	gods	and	of	forgetting	what	
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death	with	 its	 creative	 dimension,	 a	 dimension	 of	 authentic	 values	which,	
through	 their	 trans-epochal	 duration,	 overcome	 man’s	 short	 and	 transient	
physical	existence.33	The	essence	of	life	eludes	kitsch	to	the	same	extent	as	
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Kitsch	 always	 expresses	 an	 evident	defect of meaning.	Thus,	 for	 example,	
the	kitsch	pastry	products	of	Christ,	 the	apostles	and	the	holy	family	made	
of	 chocolate,	when	 eaten,	 provoke	 a	 gastronomic	 pleasure,	which	 is	 quite	
contrary	 to	 their	 nominal	 goal	 –	 to	 provoke	 a	 religious	 fervour.	The	 same	
















are	not	kitsch	 just	because	 they	are	made	of	another	material,	but	 they	are	
kitsch	mainly	because	they	insist	on	the	deviation	of	form	as	a	rarity	and	an	
attraction,	whereby	 the	 entire	Cathedral	Square	 complex	has	been	 reduced	
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U tekstu se polazi od stajališta da se neodredivošću umjetnosti kao svog pojmovnog korelata 
hrani i neodredivost pojma kiča shvaćenog kao pseudoumjetnost. No time, uočava autorica, 
nisu reducirani teorijski napori estetičara i filozofa kulture da na ovom skliskom i nesigurnom 
»terenu« uspostave neke čvršće demarkacijske linije, neki pouzdaniji discrimen	rerum između, 
makar na fenomenalnoj razini, vrlo bliskih kategorija. U ovom se radu to pokušava učiniti 
sagledavanjem kiča iz perspektive estetike recepcije, potom iz ugla sociologije umjetnosti i kul­









Im Text wird von dem Standpunkt ausgegangen, dass sich die Unbestimmbarkeit des als Pseudo­
kunst ausgelegten Begriffes Kitschmit der Unbestimmbarkeit der Kunst als seinem begrifflichen 
Korrelat nährt. Doch dies hat, wie die Autorin bemerkt, keinen hemmenden Einfluss auf die 
theoretischen Bemühungen von Ästhetikern und Kulturphilosophen, auf diesem rutschigen und 
unsicheren „Grund” einige solidere Demarkationslinien, als zuverlässigeres discrimen	rerum 
zwischen diesen, zumindest auf der phänomenalen Ebene, äußerst nahestehenden Kategorien 
aufzustellen. In dieser Arbeit wird ein entsprechender Versuch unternommen, dies durch die 
Erörterung von Kitsch aus einer Perspektive der Rezeptionsästhetik zu erreichen, darauf folgt 





Les apories du kitsch
Résumé
Ce texte part du principe que le caractère indéfinissable de l’art, en tant que corrélat théorique 
de l’art, nourrit le caractère indéfinissable de la notion du kitsch, perçu en tant que pseudo­art. 
Néanmoins, observel’auteure, cela ne réduit pas les efforts théoriques des esthéticiens et des 
philosophes de la culture d’établir sur ce » terrain « ambigu et vacillant des lignes de démarca­
tion plus précises, un discrimen	rerum plus fiable entre des catégories très proches, au moinssur 
le champ phénoménal. Dans cette article on essaie de le faire en examinant la notion du kitsch 
du point de vue de l’esthétique de la réception, puis de l’aspect de la sociologie de l’art et de la 
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